The illustrated books considered in this article present histories of every day life and align with the genre of history writing that had existed at least since the nineteenth century, of women documenting the domestic sphere, challenging the hegemonic and 
There are several framing interests to this article, in which I will be considering a set of highly illustrated social history books produced between 1918 and 1948 that were written for children and produced for the mass market and that make effective use of illustration to communicate ideas about history. I am particularly interested in forms of populist scholarship enabled by print media, specifically in mapping the contribution of mid-twentieth-century women to the cultural history of the period as writers, illustrators and designers. The 'Women in Print' network and events that I convene and facilitate are a part of this. The network exists to evaluate and celebrate the work of under-represented women in the history of twentieth-century print culture through a series of public events that include scholars, artists and family members, which we hope will generate alternative histories for the cultural production of that era (McCannon 2016) . 1 I am also very interested in the idea of the illustrator as scholar, not least because I am trying to be one myself. As an illustrator and an academic I am constantly trying to locate the ways in which bridges can be built between creative practice and academic practice. So in this article I look to women such as Marjorie Quennell and Dorothy
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Hartley as mentors in this endeavour, as such women both wrote and illustrated their own books.
Third, I am interested in considering the cultural agency of illustration when viewed through the lens of print culture -that is, seeing the illustrator, author, publisher, bookseller and audience as a part of a nexus creating and shifting cultural debates, in which print is the catalyst for what Catherine Brace (2001) calls 'the exchange and popular diffusion of ideas', and where print becomes 'an agent of change' (Eisenstein 1979) . The understanding of print as a cultural technology necessitates interdisciplinary study. The paratextual dimensions of a book, the materiality of its production, and the political and cultural contexts within which it is conceived are all important elements in understanding the significance of print in given historical contexts.
In evaluating the ways in which the books I discuss below contributed to history writing I will highlight a shift in emphasis away from highly determined nationalistic narratives towards generating visibility and popular interest in the ordinary lives of everyday people of the past. The books I have chosen to represent this are the following: Marjorie and Charles Quennell's (1918-34 (Figure 1 ). These books framed the reconstruction of the national past as a dramatic historical narrative full of occasions to reinforce domestic morality, and situated the author as an amateur writing for a domestic audience. Rosemary Mitchell (2000) terms this highly visualized history writing as 'picturesque'. She argues that it was less analytic and didactic than its eighteenth-century precursors, and was instead concerned with dramatic narrative reconstruction, readerly empathy, and an 'authentic' rendering of historical surface detail.
Thus, with the nineteenth-century onset of a mass audience for print, there emerged a genre of history writing for younger audiences by women with a distinct tone: that of a mother telling her child a fireside story, and using the lessons of history to promote good behaviour as well as offering a dramatized version of 'key' events in the national past. Christina Cosby (1991:1) argues that, at this time, '"history" is produced as a man's truth […] which in turn requires that "women" be outside history' and that '"Women" are the unhistorical other of history'. She goes on to identify a trend among women historians of this time to retreat from writing 'public' political history by writing textbooks. For example, Mrs Markham's A History of England (1823) presented itself as an amateur work aimed at a domestic audience (Cosby 1991: 1) .
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Similarly, Henrietta Marshall's famous work Our Island Story, asks that we position it alongside Robinson Crusoe rather than 'serious' histories (1905, preface) . Indeed, Marshall saw herself as working in a storytelling idiom rather than didactically: '… Remember, too, that I was not trying to teach you, but only to tell a story ' (1905) .
The illustrations for both these books reinforce dramatic moments of historical importance to make the 'story' more memorable and to make the book look like a 'story book', thus blurring distinctions between fact and folklore in the retelling of well-known tales of battles and kings. The illustrations tend to foreground a crucial and dramatic point in the narrative of the 'story' of a particular protagonist of high social rank. In the illustrations for Little Arthur's History of England (1832), the visual mode of the book presents history as a heroic pageant of kings and rulers.
Illustrations such as the 'King Alfred building his navy ' (1832: 25) and 'King John signing the Magna Charta' (1832: 71) depict history as something that is fashioned by an aristocratic elite, and depict a world-view in which a feudal societal contract is enacted. The same compositional device is used consistently throughout the book: a central figure -usually male -is surrounded by a crowd who look to him for instruction in some way. The viewer is also invited to be a part of this crowd, contemplating the potency and agency of the historical personage who is actively The ever-widening scope of historical research has opened many different fields of study. We have to-day many 'histories' -ancient, modern, political, 8 social, local, economic, religious or literary, with countless specialised branches such as the history of architecture, of shipping, of games, localities or buildings. Amid this vast and ill-ordered mass of facts, all falling under the general title 'history,' some guidance must be given to the young student.
Lacking a coherent thread or clue he may be engulfed in confusion, unable to see the wood for the trees. (Roscoe [1936] 1938)
The 'thread' the Quennells chose to pursue was what today we call 'social history': the lives and doings of ordinary people, or what E. P. Thompson termed 'history from below ' (1966: 279-80) .
Nationalist narratives during the early twentieth century were enthusiastically disseminated through the burgeoning publishing industry at the time, creating a print culture that led to the popularization of a particular version of England and Englishness (Brace 2001 ) at this time. Brace goes on to say: the publisher is at once the member of a profession and the dealer in a commercial trade, shaping popular taste and dispensing knowledge.
[…] The publishers' social function is to mediate between intellectuals and society by producing an economically viable mechanism for the exchange and popular diffusion of ideas. (Brace 2001: 289) This offers a useful model for thinking about how illustration can be seen to have cultural relevance -as a part of a nexus of cultural agents using print or mass media to participate in the popular diffusion of ideas. The books can perhaps be said to be a The Great War has meant terrible destruction, and will invariably be followed by a period of construction. There is a new spirit abroad; we all want to make the world a better place to live in, with wider co-opportunities and greater consideration for good citizens.
[…] People will demand a well ordered existence in which they can do useful and interesting work, not necessarily just for themselves, but including some service for others. To the boys and girls who are in our public schools today will be given opportunities which no other generation has ever had, and it is of the greatest importance as the moment that they should be trained to do useful work and learn to use their hands. Before they can become constructors or craftsmen [...] they must obtain a good store of knowledge lay hold of tradition, so they can benefit by what has been done [...] . (Quennell and Quennell 1933) The Quennells are keen to stress the usefulness of the past, and to convey a sense of the importance of work in people's daily lives, ideologically positioning the reader so that they identify with being useful themselves, saying, the boys and girls for whom we write will know that we are mainly concerned with showing people at work, and that it does not matter what the work is so long as it is interesting -and we might add if work is natural and proper then it cannot be uninteresting. (Quennell and Quennell 1933) The idea that you can learn from the past by studying the accoutrements of everyday life, offering up 'history' in terms of practical lessons for making and doing, runs through the books. For instance, as well as the image of a boy studying the workings of a water mill, there are various images of gears, bolts and fastenings, including the workings of a windmill, and patterns for clothing are shown -deconstructing the material remains of history in order to understand it thoroughly (Quennell and Quennell 1933: 109, 124-29, 197 ).
The Quennells thus often conflate the idea of 'tradition' with 'industriousness', and their focus is on human ingenuity rather than on narratives of ritualized power. In the preface to the 1918 edition, showing their belief in the idea of inherited knowledge being a characteristic aspect of nationality, they state: 'All this accumulated knowledge was handed down from generation to generation and formed what we call tradition, and it resulted in the work being extraordinarily truthful… like a strong tree, deeply rooted in the past, always growing'.
This approach of using history as a storehouse of useful knowledge, to be repurposed by the industrious, can also be seen in Dorothy Hartley's Medieval Costume and Life (1931, reissued in 2003) .
Hartley, who wrote and illustrated her own books, used primary visual sources a great deal in her research. In this book the illustrations deconstruct the primary source material and offer practical instruction on how to make the clothes, with careful line drawings deconstructing the elements of dress, and the author also From opinions received we think that beyond doubt the illustrations of Social History from the contemporary graphic art of the period treated has been of great value and interest to a number of persons; but we do not think that teachers as a whole are unanimously sympathetic with these contemporary representations. We cannot help feeling that the contemporary pictures represent the life of a period in a manner unsurpassed for vivid interpretation, graphic power and wealth of detail. The subjects also have in most cases greater artistic vigour and value than any modern transcripts, and we feel that 14 teachers should accustom themselves to study, enjoy and make use of them. (Hartley and Elliot 1929, preface) One possibility is that the books met with a lack of success in schools because of teaching methods that privileged text-based approaches to learning. However, Hector Bolitho, writing the 'biography' of the publishing house Batsford in 1943, pinpointed the 'undigested' nature of the material as a potential problem. It was not the use of illustrations themselves but the level of complexity that the contemporaneous engravings contained. He says of the books:
Its results to us and a fairly large circle were stimulating, instructive and informative, but the curious aloofness of the English race to many forms of the graphic arts came decidedly into play, and it was found that teachers especially were far less attracted to medieval manuscripts and eighteenth century engravings that by the Quennells' drawn version of such material; they preferred their stuff pre-digested. (Bolitho 1943: 54-55) Despite the poor reception in schools, and the eclectic choice of visual material to represent 'Englishness', Hartley and Elliot's approach to assembling textbooks is notable because of the way it champions the quotidian in the lives of people in the past. The Life and Work of the Peoples of England (1929) is organized in a way that creates taxonomies that cut through the epochs with radically different emphasis on the lists of 'significant dates and heroic exploits' that might make up a more topdown historiographical approach. Hartley says in the 1929 edition:
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We have been able to get a number of subjects illustrated right through the four centuries; among these we can mention Baking, Bee-keeping, Glassmaking, the Baby Carriage, Blood Letting and the delightful Birth scenes. In this volume (17tc) we have included briefly the sources from which the engravings or drawings have been drawn. (Hartley and Elliot 1929 v) But their endeavour to depict a typical nationalist narrative was hampered by the lack of quality and quantity of English engravings pre-nineteenth century. The author remarked, 'we must emphasize that England's contribution to the graphic art before the nineteenth century was so meagre as to render it impossible to give a representative collection from pictures produced in these islands alone ' (1928: v) .
This necessitated forays into other cultures to present a more impressionistic rather than strictly factual version of life in England at these times.
As with Hartley's other scholarly writing, there is a briskness to the prose that does not want to be hampered by tying facts, quotations or sources down. She is concerned with painting a vivid picture for the reader, writing and choosing illustrations with a popular audience in mind, at pains to be lively. The focus on the manners and customs of the everyday lives of ordinary people through analysing material culture represented in contemporaneous images has an affinity to an antiquarian approach to history writing (Battles 2008 ) that uses 'evidence' with 'imagination and feeling' to respond to the past. Battles equates this with what she calls the 'antiquarian impulse' in literary and scholarly writing about the past, and describes the way 'antiquarianism resists grand narratives in favour of the localized topographical history'. She further demonstrates how antiquarianism becomes characterized and even ridiculed as an 'inappropriate form of historical curiosity' by the emerging professional field of historical scholarship (see also Myrone and Pelz 1999) , and looks at the ways in which antiquarianism 'comes to be viewed as lacking authority, usefulness, and taste in its methodologies'. The empathic and imaginative flights of fancy that the antiquarian is believed to indulge in push against the limits at which the past ceases to be legible in Battles' analysis, and thus becomes a source of anxiety about how history should be known, represented and rendered into narrative.
Hartley and Elliot's re-presentation of the past as a collage of images with supporting text can be seen as participating in this alternative genre of history writing. The visual language employed is that of charts and data, of scientific rationalism pared down to constituent concepts and visual elements. It is antithetical to the empathic, narrative illustrations of the Quennells, in that, instead of encouraging the child to imagine the historical conditions of everyday life, the illustrations invite the child to make connections and see patterns in the information, and to privilege calculation over empathy. The message is that the subject of history is concerned 21 with human progress, change and improvement rather than heroic exploits. The shift in emphasis in the Isotype books moved the content away from the nationalist towards a forging of internationalist models of understanding social history. The Neuraths' desire was to create an 'international' picture language, and so their presentation of relative cultural material responds to broad social concepts, rather than depicting political events. This can be seen as part of a Left-leaning internationalist agenda aligned to the aesthetics of modernism that prevailed in Britain during the mid-twentieth century (see Harris 2010; Kintzele 2002 ).
The Isotype pictograms are free-floating signifiers, literally floating in the white space of the page -contextless concepts rather than narratives. The way that the books were designed were reflective of their educational method, which was described in the books' publicity as 'the active attitude', in which 'in every case the child is required to seek information for himself, and to express answers in his own way'; and 'material will be presented not in form of single stories, but in comparative charts' (Neurath and Neurath 1948 in Walker 2012: 355) . The instruction to the child in the introduction explains the method behind the clean simple illustrations:
These Isotype symbols, as the pictures are called, are always kept as simple and clear as possible, bearing in mind that each has to be recognized quickly and must be different from all the others. As a result they can be put together like the letters in a written line, to make up a story. Begin by looking at each symbol, and then at all the symbols in each line or column till you thoroughly understand the statements made. Go on like that until you have read the whole page. Then ask yourself questions and try to answer them. As examples, we 22 have drawn up lists of questions, many of which, we feel sure, come into your mind as you look at the page. You can certainly think of more. (Neurath and Neurath 1948 in Walker 2012: 359) This connected approach was also intrinsic to the way the books were produced, with Marie Neurath initially working on the subject theme, identifying relationships between things and ideas, and 'transforming' or distilling Otto's sketches into symbols and icons. The Neuraths then commissioned artists to produce the pictograms. The illustrations have no one single author but are produced according to a collective design aesthetic; and they manage to combine the scientific presentation LifePolitical and Social (1937: 125) . The statistics are presented in a way that is difficult to read, lacking a coherent visual strategy for the presentation of data. 
